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FOREWORD 


E land-drawn Disney animation holds a unique place in the history of modern 
art and popular culture. The work showcased in this book comes from Disney 
a lL ists and animators who brought great performances to the screen 
by drawing with emotion, sincerity, and intensity. Knowing full-well that 
many oE these sketches would be seen only in pencil tests and preliminary 
screenings—nr never at all—the artist* "drew from within them selves*" onto a 
Sheet of paper or a digital tablet, in the process, they created incredible works 
of art in their own right. 

While reviewing a lew of his own rough animation drawings made for Peter Pan , 
Frank I horn as, one of Walt Disney's original “Nine Old Men." once explained 
to me that he and his colleagues never thought of their drawings as final works 
of art. We were working to communicate the story," he said, "and we were 
thinking about what the character was thinking and feeling not only m this 
moment, but in the one before it and the one alter it. We wereiu thinking 
about making drawings. We were thinking about telling a story," 

Unprocessed, uninked, 14npainted, and un-rendered, a selection of Disney 
drawings is reproduced here as if drawn into a sketchbook. This Sketchbook 
celebrates the very early stages of Disney filmmaking, in which the human 
touch defines both a character's performance and its role m telling a story. 
Drawings used for story and visual development, animation thumbnails, rough 
animation drawings, layout drawings, and other works have been organized in 
a rough chronological order, with ihe knowledge that many of these films and 
their production stages often overlapped. 












Works from known Disney artist representing each major period of the Studios 
output so for have been included. Here are drawings by L b I werks,Joe Grant* Frank 
Thomas, Oilie Johnston, Marc Davis, and Milt Kahl, as welt as those from con 
temporary animators Andreas Deja, Eric < loldberg. and Glen Keane. Also included 
are Studio drawings by many other Disney artists, and some by unknown artists. 


The concept for this publishing project was to build an artifact—a sketchbook 
that may have been passed around The Walt Disney Studios iot. one m which 
artists Have studied each others work over very different periods of time, and then 
added their own sketches and ideas to inform succeeding generations of visual 
storytellers. We haven't found such a sketchbook yet, so we made one <>i our own 
until we do. Here it is, assembled with loving care by Disney Editions Associate 
Editor Jessie Ward and Senior Designer Al Giuliani trom our Disney Publishing 
offices Also on hand to provide expert production guidance lor this project were 
Donna Kerley Nisha PanchaL and Jennifer Eastwood. 


Without the support of Andreas Deja. who generously shared h.s col ecl.cm, Enc 
Goldberg, and Leila Smith (and her expert, hardworking team at the \\ alt is,us 
Animation Research Library), this would have been a much lesser pro.ect -deed. 


This is a book intended to be more of a visual romp than a read. 1 , ulebrau, 

the art of drawing, and we hope it inspires artists and fans everywhere. 


Ken Shue 

Vice President. Disney Publishing Global Art Development 
Glendale, California 























INTRODUCTION 

Every drawing in this collection represents a step in a process of discovery. 
Like other fine artists, the Disney animators, designers, and story artists whose 
work appears in this anthology didnt know exactly what their drawings would 
look like until they were finished, hut they knew what those drawings had 
to do and say The rough, often tentative, lines show the artists exploring and 
discovering the best way to present a character at a specific moment in a story. 

I lie storyboard panel by Kill Peel from 7 'he fiiuglcHook is one ot many, perhaps 
dozens, the great story artist drew trying to find the poses for Mowgli and the 
monkeys that communicated the key information in rhe scene most clearly. In 
earlier versions. Mowglis expression would have been different. The monkeys 
and branches would have been in different positions. Peer drew and redrew 
until he had gotten all the entertainment potential out of the moment that he 
could- Other artists and Walt Disney would have examined Feet's storyboards 
and made suggestions that led to new drawings, which were clearer or more 
dramatic or fun men 


Looking back over the sketches he made when he was designing Beast, Glen 
"When you design character for a Disney fairV tale its 
r?" :™ ' *•»" *r,h„ ttateter, „ J ' " 

tact „ pu , M J“*” » 

going to live on in history as the Beast ” 

SS5S?.r«= 

make Cruel la Dc Vil move -1,1, . , 7 ' M * rc Davls w » n,e «l tn 

I1K,VI ,lke someone you would ni like.” 
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But translating an inspiration into drawings rhat come to lire on the screen in¬ 
volves work, exploration, experimentation, frustration, and more work. As a 
young artist. Brad Bird observed how Milt Kahl approached the animation of 
Madame Medusa in The Rescuers. "He would draw a page of slight variations on 
a single pose, lfyou ,ust glanced a. the page, there might be twelve or fifteen poses 
that looked identical, ' Bird recalls. "But if you examined them closelyyou d see 
all these little shifts, the shoulder would be a little higher, the tw.st of £ body 
would be a little more pronounced, then a little less: lingers on the 

, h , up,,on ,h, up. hc.a p-opH «* <«*> f*»H ‘ , 

explore, pick one pose, then move on to the next one, which might occur a second 

later, and do the same thing. I ie was constantly searching for the best possible 
graphic statement. 


Walt Disney advanced the art of animation by giving his animators the time they 
needed to explore and experiment. Grim Natwiek. who animated Snow White, 
said "They allowed me two months of experimental animation before they ever 
asked me to animate one scene in the picture, Disney had only one rule: whatever 
we did had to be better than anybody else could do it. even if you had to animate 

il nine times, its I otio 1 did.. 


More than eighty years after Mickey Mouse whistled and danced his way into 

audience's hearts L Steamboat Willie, the artists at the Disney £ 

dote and experiment, working to find the best way to present the story « 
;C They may now use pencils or digital tablets, hut the process remains he 
Work and rework each image until its as perfect as it can be. then make 
“better. The drawings in this collection offer readers who love the Disney f. I™ 
insights into the process of the creat.on of their favorite characters. 


Charles Solomon 
Animation critic and historian 
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Imagine if one sketchbook had been passed down through the 
decades from one Disney animator to the next, w.th each one 
making a contribution before leaving it in the talented hands 
o another artist. That idea was the inspiration for A Disney 
Sketchbook. The drawings contained within it represent the 
entire range of animation development, from the origins of ideas 
to fully conceived characters. Pencil studies of a much-younger 
endy and a serpentlike sea witch reveal the many imaginative 
iterations that animators create before they ultimately perfect 
every ero and villain. And comprehensive studies of Mickey 
an Baloo showcase the dedication that goes into defining the 
facial expressions and body language of each beloved character 

, and , sh °, m from throughout the history of the company 
a. r Feat ured-beginnmg with Steamboat Willie and ending with 
Tangled demonstrating the ingenuity and skill that have re- 
marned a constant at Walt Disney Animation Stud.os smce 1928 
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